The aesthetic category of "picturesque" was incorporated in the conceptual repertoire of artists and art theorists during the last decades of the eighteenth century. Its content has always had an unstable character. Initially, its meaning alluded to a particular way of seeing and seizing nature, followings classic artists' composition canons. Later, it was used in a more comprehensive sense as a form of perception and recording of reality in different fields. This article studies the different connotations that "picturesque" had for travelers that followed the tradition of Alexander von Humboldt. By examining the work of J. M.
Based on the comments that characterize these types of works, we perceive that the term picturesque is used partly to refer to a themed area, and to a certain degree it also alludes to a way of comprehending reality. When it adverts to a procedure it becomes clear that it does not have science's systematic rigor, although its contents include easily understandable information, presented in a friendly and pleasant way.
It appears appropriate then to ask ourselves, what is the formula of the picturesque?
THE PICTURESQUE: AN AESTHETIC CATEGORY
The word itself refers to things concerning the art of painting. It was frequently used with this acceptation in the course of the eighteenth century, being applied chiefly to the analysis of gardens and parks. This simile suggests on the one hand an analogy between sketching sceneries and landscaping, and on the other the fact that parks or gardens should be perceived as a series of images.
Towards the mid eighteenth century picturesque evolved from this thematic field and became a concept related to art theory. Its outset emanates from William Gilpin's writings (1792) 5 ; approaching the last decades of the century it started to be identified as an aesthetic category located somewhere between the beautiful and the sublime.
Edmund Burke had discussed these referential categories in depth in A Philosophical Enquiry into the Origin of our Ideas of the Sublime and Beautiful (1757) 6 by analyzing them from the subject's perspective. He observes the impression caused by the object's properties and describes the particular attributes that make it beautiful or sublime. Therefore, he portrays beauty as "that quality or those qualities in bodies, by which they cause love, or some passion similar to it." Then he enumerates these features in order of importance: something that is comparatively small and smooth, that gradually changes, that has a delicate profile and colored with light and brilliant but not strong or gleaming colors 7 .
Nonetheless, "whatever is fitted in any sort to excite the ideas of pain and danger, that is to say, whatever is in any sort terrible, or is conversant about terrible objects, or operates in a manner analogous to terror is 5 Guide to the Lakes that reached no less than seven editions between 1778 and 1799. In this book the author takes his readers "from the delicate touches of Claude, verified on Coniston lake, to the noble fences of Poussin, exhibited on Windermere-water, and, from these, to the stupendous romantic ideas of Salvador Rosa on the lake of Derwent" 12 .
Hence, as Malcolm Andrews points out, "picturesque tourism as a controlled aesthetic experience" emerges 13 . In this instance the traveler embarks upon a journey that will take him to new surroundings away from home, exposing the person to new landscapes, some of them intimidating. The picturesque becomes a way of assimilating this experience, of taming the unknown, of organizing the unstructured. The artistic language proves to be a mediating instrument, one that readjusts reality according with predetermined canons.
Gilpin mentions that nature's "living forms fall under the picturesque eye, in the course of travel;
and are often objects of great attention". However, he states that "we regard them merely as the ornament of scenes […], we merely consider general shapes, dresses, groups, and occupations". In the same sense, he indicates that the presence of animals is of great interest to the traveler and he especially highlights the attractive of the "elegant relics of ancient architecture […] . They are consecrated by time; and almost deserve the veneration we pay to the works of nature itself".
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The use of this language in reference to visual records brought changes to the artistic field in
England, but especially outside of this country. It allowed for the incorporation of the most diverse motifs: monuments (ruined or not), custom scenes and folk images. Nonetheless, in his anecdotage on Louis XIV, Voltaire relates how the king execrated a painting by David Teniers-based on scenes of plebeian everyday life and hung in one of his chambers in the early 1700s-by ordering to remove those "dolts" out of his sight. Just a century after this incident, these motifs found its way into the most prominent salons. Folk themes such as washerwomen from southern Italy, or Andalusian peasants, ruined medieval monasteries, or modest rural dwellings were no longer seen as mere ethnographic curiosities, or objects belonging to a distant past. The new aesthetic concept of the picturesque enabled them to find the key to become a category of art.
It is very hard to cite one universally accepted definition of the picturesque, since it transformed from its original sense (related to painting), into a term that evoked something delightful for the observer, and stimulating to the senses. Therefore, when he encouraged the development of a tradition of landscape painting in the tropics the naturalist assumed the role of an aesthetic theorist. With this, he situated it in the context of western art history by giving it reference points, and above all, by formulating concrete proposals for the procedure supposed to be followed.
In the process of fully apprehending nature he awards a very relevant role to artistic intuition; still, this also intends to promote his study. However, he acknowledges scientific studies as an essential component that enables us to fully understand of the landscape. This matter is analyzed minutely in the second part of Kosmos, where he critiques several literary descriptions and representations of the countryside in visual arts throughout the years, which had contributed to draw attention to the natural world. In this sense we understand the poetic prose of the Ansichten der Natur (1808-, published in French in that same year with the title Tableaux de la Nature) and to some extent the Essai sur la géographie des plantes (1807). For example, he calls for artists to register the infinite multiplicity of the and are interpenetrated with its system, they will be able to freely recreate and compose it. They will then deduce from this already internalized coherence, all that is proper to that environment.
Thus, when creating a composition, the artist will frequently go back to more traditional sources of the picturesque, such as Claude Lorraine's, Jacob Ruysdael's or Nicolas Poussin's composition forms.
In this effort to define models for the American scenery, the first work that acquired paradigmatic As the title indicates, the place is undetermined, although its generic and typological identification correspond to the Atlantic flora. This becomes apparent if we look at the vegetation incorporated by the author in the composition. The floristic diversity is extraordinary; the image as a whole is constructed with strong contrasts of chiaroscuro, resulting from two main elements. Firstly, the shadow of a huge tree trunk, which creates a dark area in the first plane; secondly, the reflection of sunbeams on a stream, penetrating in the dense forest through a clearing. The large trunk hides this source of light from the observer. Immensity, darkness and grandeur all combined are unequivocal references to the idea of the sublime, that is, to nature implacably imposing itself over insignificant men. This image is also accentuated by the presence of tiny Indians crossing the stream. Thus, Clarac adds an emotional element to the exactness of naturalist descriptions, and with this he applies the aesthetic categories that had been formulated since the mid eighteenth century.
Rugendas felt the impact of these works. This is evident in the pieces he composed in Europe, based on his recollections of the four-year voyage to Brazil. In them he also evokes Clarac's Virgin Jungle of Brazil. In 1831, when he began his journey through Mexico, we can perceive how he constructed his landscape views: always from detailed observations, but above all-and particularly in the most elaborate compositions-trying his best to identify every environment with an archetype derived from physical geography. The relevance of this principle becomes especially evident when we examine the whole group of works. We can confirm that when constructing his picturesque route the traveling artist did not register everything he encountered, but on the contrary, he defined a clearly identifiable selection. In Mexico his main motifs were, on the one hand, the jungle in the Eastern Sierra Madre, and on the other, the volcanic landscape of central and western regions. While in Chile, he took particular interest in the Andean scenery and we can barely find any marine drawings. The Peruvian and Bolivian altiplano, the Argentinean pampas and the southernmost regions of the continent-which he visited when traveling from Valparaiso to Buenos Aires-are also absent from his landscape repertoire.
Let us see, then how he conceived the thematic composition of his works, what we call a 'picturesque route'.
THE TRAVELING ARTIST AND THE PICTURESQUE ROUTE
In his classic book Christopher Hussey attracts our attention on an essential contradiction that moves the picturesque traveler. Even though his conception on nature is ideal and his purpose is to discover the existence of ideal scenes in his voyages, this search has little chances of success.
Nonetheless, the quest is appealing to him: "it is the expectation that maybe an ideal scene will once manifest itself before his eyes what pushes him and keeps him in motion"
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The traveling artist's intentions in America also have ideal connotations: he tries to find generalizing images. For example, one landscape that summarizes a particular regional physiognomy, a group of individuals representative of a certain society, emblematic manifestations of their history or their material culture. In short, anything that helps to build a typical picture of a country or region.
The search for paradigmatic landscapes-where one could explicitly find all the elements needed to create the natural habitat for vegetation-had its model in Humboldt's synoptic outline, annexed to his As we have seen earlier, Gilpin gave the first impulse when it came to finding and registering individuals representative of a country or region. But at the same time a new type of composition was gathering momentum: human figures were no longer supposed to be mere decorations-as Gilpin had suggested-but instead they were to have a central role. This is the case, for example, of Goya's first cardboards, produced for the workshop in charge of making tapestries for Spanish royal palaces. Folk motifs were interpreted in an idyllic way: the rural world appears as a place for playing, conversing, breathing fresh air and for enjoying nature, although some work is occasionally performed. Nevertheless, the bases for a more truthful way of observing reality were first laid in the works of Johann Gottfried von Herder (1744-1803) and expanded due to his influence on Romantic tradition. He established new parameters for the study of men, aimed at valuing different manifestations of life; artistically, the intention was to build the largest registry of the most diverse forms of human existence.
The travelers' approach to human reality moves among these reference marks, sometimes coming closer to Gilpin-by including the figure as an ornament-, in other occasions following a classical spirit or trying to grasp reality with critical and scrutinizing eyes. In Rugendas we can confirm the presence of these different languages during the course of his voyage.
The definition of the motifs will always be a matter of sensibility and of mutual understanding between the traveler and the place he or she is visiting. Nonetheless, familiarity with the mechanisms related to the construction of a picturesque route will also be needed. Rugendas was an intuitive, attentive painter-a trait we attribute to his personality-who came in close contact with the keys that ruled the work of picturesque artists. This connection took place especially during an eighteen-month long journey to Italy between 1828 and 1829, that is, soon before he embarked upon his great American adventure.
In this trip he followed the steps that had been preestablished by English, French and German travelers in the previous century. They had come to Italy for two reasons: on the one hand, they were looking for the sources of culture, preferably in Rome. Around 1750 the areas surrounding NaplesHerculaneum and Pompeii, which had been discovered by archeology in the 1740s and 1750s
respectively-also became popular. On the other hand, in the north they were seeking for better light and gentler nature than the one found in the cold and somber north. Furthermore, people in these places were supposed to live closer to Nature, an attribute that made them worthy of special attention.
In the body of work produced during his stay in Italy (more than two hundred drawings), we can hardly find any innovative motives that had not appeared earlier in other travelers' compositions. In Naples-an ancient antecedent of picturesque landscape according to literature-he visits the bay and the islands of Ischia and Capri, goes to Herculaneum and continues his way along the Amalfi Coast. In these sites and in Sicily his focus is placed on outlooks famous through literary and pictorial works. As might be expected, he observes the different peoples, such as the Pifferari, a group of musicians that serenaded a figure of the Virgin Mary. Rugendas faithfully assumed the tradition: his Italian work comes as a direct consequence of the picturesque route that had been defining itself for the last century.
Having this experience in mind, we achieve a better notion of why Rugendas chose a certain path through the American continent during his great tour commenced in 1831.
RUGENDAS: INVENTING PICTURESQUE ROUTES IN AMERICA 29
The Bavarian artist's voyage began in Mexico, a country he crossed from Veracruz to Manzanillo in the Pacific Ocean, that is, from east to west. During this first stage scientific expeditions were his main source of information. When recollecting the places he visited and registered more thoroughly, we find de Alzate's (a very cultivated Spanish friar) earlier works. From his writings on Teotihuacan we can deduce he is a very well informed traveler, whose notes intend to identify and bring out the coherence of this archaeological site.
This work is comprised by an important number of folk and custom scenes, which constituted an individual segment of the final volume when it was printed in Munich in 1848, entitled "Inhabitants of Mexico. Portraits and dresses". There is, however, a series of strictly folk paintings where these every-day life images are presented in a very idyllic manner. But Rugendas also seems to echo Gilpin's picturesque tradition, because these figures appear as elements that help manifest the "idea" of a scene. The English theorist commented on the value of those figures in these cases, based on a landscape description he characterizes as "intimidating", assuring that "nothing could be better for a scene of this type than a group of bandits" 30 . Indeed, when Rugendas uses the figures in this way he submits them to the coherence of all the other elements of nature and utilizes them to round off and perfect the physiognomic representations of the landscape. Their purpose is close to the one Gilpin had intended for them, although for Rugendas their importance is greater and it goes on increasing as his South American journey progresses.
In fact, the decision of continuing the voyage through the southern part of the continent brought a considerable qualitative shift when compared with his Mexican stage, particularly regarding the construction of a picturesque route. In first place, he diverts from Humboldt's path; moreover, his stay in Chile, which lasted no less than eight years, was a decision made against Humboldt's suggestions, since he had warned him that those latitudes were of little or no interest for a painter. By looking at Rugendas's work we can interpret this choice as a major alteration in his thematic orientation. During the years that range from 1834 to 1837 he moves in an environment with geographic features that do not match Humboldt's expectations of the picturesque. His excursions included the zone between the parallels 30º and 37º south, that is, between Coquimbo and La Serena on the north, and the Biobio region on the south.
In these areas encountered a temperate climate and very similar landscapes to the ones in southern Europe.
During those years his chief concern was the portrayal or population. In this registry we can find new ideas for the construction of thematic series. Here, the attention is placed on the Araucanians-who were still strongly defending their land by the time Rugendas was staying in Chile-and their territory, made famous by European literature such as Alonso de Ercilla's epic poem, Voltaire and even
Chateaubriand. in Italy-we suppose there is some sort of continuity in these works. Rugendas also discovered that this style of painting was a very useful method of apprehending the Mexican and later the Andean landscapes.
Apart from that, he rarely applied this technique to any other themed areas.
Orography and land morphology appear to be the common ground in the fifty views that compose this set. Among the main motifs in this series we find Andean valleys, mountain peaks, rock massifs or stratigraphic cuts that surface from spectacular landslides. Due to its monumentality and greatness this landscape has every connotation of the sublime in it. Nonetheless, the painter stresses these features by emphasizing light contrasts and capturing the scenery in various times of day, for instance, during the night, when the mountains' silhouette appears much more intimidating.
Placing mountains as a singular pictorial category has very well known precedents, Buenos Aires in 1845, he continued developing the Abduction subject, but above all, completed a series of studies dedicated to the gauchos, which he had begun during his first trip to Argentina in 1838.
